volvement of the viewer, they include rapid change of points of view and types of framing, use of short-focal lenses and hand-held camera, original light effects, and painterly treatment of landscape. However, while the film was a revelation to the Soviet mass audience, few critics in 1957 were prepared or willing to accept Kalatozov's and Urusevskii's language.7
The underlying spatiovisual principle of The Cranes Are Flying is introduced before the credits. Veronika Bogdanova (Tat'iana Samoilova) and Boris Borozdin (Aleksei Batalov), the two main characters, are walking along the embankment of the Moscow River at dawn on 22 June 1941, the day Nazi Germany invaded Russia. Boris calls Veronika's attention to a flock of cranes flying north over their heads. The camera follows the eyes of the two inamorati in a swift upward movement. In a very lowangle shot the viewer (joined as s/he is with the couple by a point-of-view shot) beholds a V-shaped flock of cranes, a wedge whose vertex points to the direction of flight.8 Also found in the opening sequence-preceding the credits and therefore especially meaningful-is a series of "emotional" camera movements that are representative of the style of Kalatozov and Urusevskii. The film opens with a plan americain of Veronika and Boris hopping hand in hand.9 The figures grow smaller and smaller in a long shot of the embankment with the Moscow River to our right. After a cut we see a medium shot of the couple running down the steps, and a closeup of their kiss. The very low-angle shot of the flying cranes is followed immediately by a very high-angle shot of Veronika and Boris looking up into the sky. The very high-angle extreme long shot of Veronika and Boris puts the couple in perspective, inscribes them into the landscape of Moscow (the area adjacent to Red Square), and equates their size with the size of the cranes in the preceding shot. Thus, the first sequence of the film establishes a direct (shot-to-shot) link between the inamorati, the Moscow landscape of the last morning of peace, and the wedge of the crane flock moving north. The authors insist upon the significance of the image of cranes in the text of The Cranes Are Flying: the cranes figure in the title, in its first establishing sequence, and in the conclusion as the final shot. Why? What is the significance of the shot of cranes in flight for the poetics of the film?
The Cranes Are Flying is a filmic narrative of betrayal. Several readings of the film, especially those by Soviet critics, interpret the flying cranes as a metaphor of hope and renewal.10 Such associations of the wedge of migrating birds are deeply rooted in the Russian literary tradition. Consider, for instance, the remarks by both Dr. Chebutykin and Masha in act 4 of Chekhov's The Three Sisters: Masha identifies 7 For an overview of the film's reception in Russia and-to some extent-in the West see Bogomolov, Mikhail Kalatozov, 10-13, 162-63.
8 Cranes (also geese and pelicans) travel in flocks of perfectly cohesive geometrical form. Cranes fly over central Russia in late spring-early summer to nest in the north and return to the south in the fall.
9 Plan americain is a framing in which the scale of the object on screen is relatively small; the human figure seen from the shins to the head fills most of the screen. In his influential study of the novel, focusing on Cervantes, Stendhal, Flaubert, Dostoevskii, and Proust, Rene Girard has demonstrated that a novelistic narrative is based on the principle of "triangular desire." While the mechanics of desire change depending on both the time and the particular author, the fundamental "systematic metaphor" of the narrative, the triangle of desire, remains. It always entails three elements, three vertices of a triangle: the mediator who sets up the model of desire, the subject who imitates the mediator's desire, and the object of desire. An emblematic nineteenth-century novel, Stendhal's The Red and the Black (1831), exemplifies a traditional narrative of rivalry. While forms of rivalry vary (war, sexual love, intellectual competition), each of Stendhal's triangles involves two "competing desires." The rivalry is between the subject and the mediator for the object of desire: "the mediator . .. desires the object," Girard explains. "It is even this very desire, real or presumed, which makes this object infinitely desirable in the eyes of the subject."13
The fabula of The Cranes Are Flying centers on the tragedy of a young woman (Veronika) who is forced to be disloyal to her fiance (Boris) by his cousin (Mark), whom she subsequently marries. Mark (subject) desires Veronika (object) and competes with Boris (mediator) for Veronika's love. This is a good example of the way Girard's triangular desire operates in traditional twentieth-century narratives, and, in fact, the film inherited its fabula from Viktor Rozov's original stage play, Vechno zhivye (Eternally Alive, 1943). For Girard, the triangle of desire serves as a psychological model of interpretation. Girard's triangles cannot be localized anywhere and have no physical reality or form. However, because this is a filmic narrative of war and desire, one might ask if the principle of triangular desire extends here to the cinematography. It is precisely in film, both a visual and a narrative art, that the spatial reality of the triangle of desire becomes significant. Veronika and Boris but also on a larger scale, as a condensed visual statement of the film's structure.
In my analysis, I will treat the wedge of cranes as a triangle of desire with a missing side opposite the vertex pointing to the direction of flight. Using the crane triangle as a key structural unit of interpretation, I will read The Cranes Are Flying "against the crane," challenging some of the assumptions critics and viewers have made about the film. I will be particularly concerned with identifying the camera movements (as well as the use of sound and the composition of mise-en-scene) in their relation to desire and ideology. I want to show that, having been born out of Khrushchev's Thaw, The Cranes Are Flying simultaneously allows for a number of complementary interpretations, some of which may not have been apparent to the overwhelmed Russian audience of 1957 or the Soviet critics. The film's sequences can be divided into two groups. Sequences of the first group depict various triangles in the narrative of Veronika's betrayal; the remaining sequences form the second group. Only the former group is interesting and innovative in terms of the style of camera work (Kalatozov's and Urusevskii's famous swiftly moving emotional camera with its alternation of angles of framing). The latter group, composed chiefly of indoor sequences, employs medium shots and slow straight-on angle movement of the camera. In this analysis, I will only consider those sequences that are shaped by the fundamental triangular poetic principle of The Cranes Are Flying. I will follow the schema proposed by the film critic Maia Merkel' in her book about Sergei Urusevskii.14 Merkel' identified five chief space sequences to which the viewers owe their visual shock ("potriasenie"): "Utro" ("Morning"), "Provody na front" ("Seeing the Soldiers off to War"), "Bombezhka" ("Air Raid"), "Berezy" ("Birches"), and "Popytka samoubiistva" ("Suicide Attempt"). In addition to these sequences, I will concentrate on the final scene at the railway station in Moscow.
The One of the most striking scenes in the film, the "farewell-without-goodbye," unravels at a military collecting point. The agonizing effect is achieved by a system16It is worth noting that a similar camera movement occurs twice in the opening sequence of the film: when Veronika and Boris hop away along the embankment; and when they look up at the flying cranes and are subsequently shown from a high angle. atic shift of point of view from external (eye of the camera) to internal (Veronika's and Boris's). The camera movements combine pan, tracking, and high-angle crane shots. The filmmakers use rapid transitions from medium shots of the crowd to medium close-ups and close-ups of individuals. The sound plays an important role in building up the tension. As the camera dollies the crowd, going from one group of people to another, more and more music and conversation enter the background. "Katiusha," a popular Russian song, becomes less and less recognizable, covered by more and more layers of other sounds. Eventually, we can no longer distinguish between various tunes and pieces of conversation. All we hear is the noise of the crowd. Noise of this sort-carrying no information per se while Veronika is searching for some information about Boris's location in the crowd-produces an unnerving effect. Order is reintroduced with the command "Stanovis'!" ("Form!") and, especially, after the band begins to play the historically charged and habitually heartbreaking march "Proshchanie slavianki" Crucial in terms of the structures of betrayal, the air raid sequence is highly representative of Kalatozov's/Urusevskii's triangular rendering of the cinematic space. In fact, the air raid scene and the episode of Boris's death in action form the longest sequence in the film, a central one. The sequence is preceded by two conceptually significant episodes. First, Veronika's parents are killed in their apartment during a Nazi air strike. This eliminates her family past and a major part of her identity. Right before the death of her parents, Veronika phones the factory where Boris used to work to inquire about him-she has not heard from him since he left for the front. Veronika's mother waits for her outside the telephone booth. As Veronika walks out of the booth, she and her mother enter a narrow space between two rows of ezhi (Figure 5a ). The shot starts with a close-up of Veronika in the telephone booth. Then follows a medium shot of the triangular space between the rows of obstructions. The space between the rows of the obstructions may not be triangular in reality. However, because of the effect of linear perspective, the space between ezhi appears to be triangular on the screen.
After the death of her parents, Veronika moves in with Boris's family. In the Second, for the purposes of Soviet propaganda, the crane metaphor stands for victory over the powerful Nazi enemy (Churchill's famous V gesture) and sends a message to the world about the "strength and unity" of the Soviet people.
Finally, for the reading against the "crane" offered in this article, the crane metaphor encodes the tragedy of Veronika. Ultimately, this filmic narrative of a young woman's love and betrayal communicates a feeling of a terrible postwar psychic void. Prior to her suicide attempt in an earlier sequence, Veronika speaks to her neighbor of her desire to die. She also says that one should pay to the bitter end for one's mistakes. In the final scene, Veronika's psychic void forces her, a Red Army's collective bride in a white dress, to give out flowers to unknown soldiers, both male and female, in a railway station crowd. As the cranes fly overhead in a triangular formation, Boris's father leads Veronika away, as though intent on withdrawing her from the triangular shackles of desire.
In summary: The cinematography of The Cranes Are Flying has been characterized as "emotional camera"; it incorporates the use of various swift camera movements, contrast of plans and angles of shooting, and disturbing clashes between the characters and the objects of the surrounding cityscape/landscape. The absence of a stable point of view in the film results in a complex mechanism of the viewer's identification with the characters and allows for a double and sometimes triple identification. For instance, in the final scene one can simultaneously empathize with Veronika, feel a part of the jubilant crowd, and join with the camera eye when it does not express Veronika's point of view. In light of the film's rich political, historical, and cultural context, the issue of reception by different audiences (directly related as it is to the problem of the viewer's identification) deserves greater attention than the span of this discussion has permitted; the receptions of the film by the Soviet audience of 1957, the American audience of 1958, and a contemporary audience of the 1990s, differ considerably.26 The cranes are still flying because of a near-perfect harmony of the film's poetics-its formal means and its aesthetic goals.27 The wedge of cranes as the multifunctional metaphor of the film's structure allows for a variety of simultaneously coexisting interpretations. 
